The article discusses humorous conversational activities (e.g. jokes, teasing, joint fantasizing) in the context of genre theory. The high degree of creativity, emergent construction and artistry typical of humor call for a flexible concept of genre which makes sense of modifications and transgressions in communicative processes.
Introduction
Humor poses a challenge to genre theories whose concept of genre imposes an excessively high standard of rigor and is too narrowly based on an interest in classifying ideals of pre-patterned discourse. The high degree of creativity, emergent construction and artistry typical of humor call for a concept of genre which makes sense of modifications and transgressions in communicative processes, as shown by Luckmann (1986 Luckmann ( , 2002 , Günthner/Knoblauch (1995) and Muntigl/Gruber (2005) .
Some forms of conversational humor are generic, for example, standardized jokes.
Other forms exploit our knowledge of serious genres and activity types (thereby relying on it). Despite, or better because of this, generic boundaries are often transgressed and disregarded in joking; new sub-types arise, such as absurd metajokes which violate the well-known expectation of a punch line or other features of the genre. There are genres such as teasing which much more than jokes reflect their emergent construction. We can define prototypes of teasing (and other humor genres), but the genre is nevertheless realized in a great variety of ways. Linguists have also identified some basic generic features of stories, but there are as well many sub-types of humorous stories demanding a certain style of performance, a special framing and significant deviation from their serious counterparts. There are also genres for which we lack a folk taxonomy but which are nevertheless quite generic in their dialogical structure and emergent performance (i.e. joint fantasizing).
I will take a close look at the above-mentioned genres and discuss how genre, contextualization and keying relate to each other. Conversational humor often works with contextualization procedures such as code switching, social stylistics, features of oral art, repetition, marked wording, prosody, interjections, laughter, mimicry, etc. that create a humorous keying. These cues index the continually changing contextual presuppositions necessary for situated interpretations in oral discourse. Much of spontaneous humorous discourse involves conversational inferencing in the sense of Gumperz (1982) .
Finally, I will discuss what it means for a genre such as gossip to be performed as a play with gossip. Is "playing gossip" still gossip? Intertextuality is another important concept that I draw upon.
Genre in the sociology of knowledge
Communicative processes following more or less fixed patterns are called "genres." Luckmann (2002: 163) describes typification and routinization processes as going on naturally in human action. It comes as no surprise that in the course of history interlocutors consolidate certain structural expectations about how an activity might begin, develop and come to an end, what role relations it allows, where it typically takes place, what its reputation is, and what functions it is able to realize.
Like poetics, theology and literary criticism, classical rhetoric works with a genre concept. Because of the excessive demands for rigor and clarity expected in scientific definitions of genre, "thus far in the illustrious history of the discipline, not so much as one genre has been completely defined" (Dundes, cited following Swales 1990, 34) . Genre theorists have mainly been preoccupied with written texts, whereas the work of Bakhtin (1986 Bakhtin ( /1994 and Voloshinov (1929 Voloshinov ( /1975 ) prompted a 'communicative turn' in genre theory, as discussed by Günthner/Knoblauch (1995) .
The two authors opposed a static concept of genre such as the ones common in folklore studies and literary criticism. In linguistic anthropology (Hanks 1995 , Foley 1997 , and likewise in the ethnography of communication, there is a tendency to no longer consider genres as static, monological products, but rather to adopt a performance-centered approach and to study genres in the process of their interactive production within a conversational and socio-cultural context. This includes showing how and why speakers violate conventions and index originality. Conversation Analysis has also had an important influence on genre research. Sacks (1974, 1978) , for example, analyzed joke-telling in natural settings. He showed how joke-telling suspends the normal turn-taking procedure. For the length of the joke, the teller reserves the right to speak. This is why jokes are usually introduced before they are told. The announced intention to tell a joke must first be ratified by the prospective listeners.
Joke-telling is temporally and sequentially organized. The story unfolds in a simple series of events located in time (Sacks 1974 (Sacks , 1978 . The sequential structure of the joke relies on a series of implausibilities. In order for a joke to be received as such, it is necessary from the very beginning to secure an appropriate reception by the listeners. The conflation of temporal and sequential order allows the sequence of events to appear coherent.
Earlier studies have suggested that disbelief is suspended for the length of the joke.
Sacks, however, emphasizes that the implausabilities of jokes must be handled systematically. Jokes are not invalidated by implausibility, but rather implausibilities help to secure the appropriate reception through the canonical order of time (1978) .
He writes that in receiving a story, listeners should believe the events being told; if necessary, they are expected to suspend 'disbelief'. In telling a joke, the teller concentrates on constructing the punch line so that listeners can figure it out (get it) as easily and quickly as possible. Recipients should understand a joke directly, without receiving hints or additional information, and laughter is the preferred and desired reaction. But Sacks also showed that joke-telling can be used for contextspecific purposes. Speakers can, as is the case in Sacks ' (1978) example, use jokes to show their knowledge of sexual behavior. An interlocking of functions and goals arises. Of course, one function of jokes is to amuse people. Individual and contextspecific functions can also be added. Genres may be reframed strategically in various ways. As Günthner / Knoblauch (1995: 7) explain, reframing can only succeed if there are pre-fixed communicative patterns.
Günthner / Knoblauch hold that pre-patterning is located on three different structural levels: the level of internal structure, the situative level and the level of external structure. Many features of the internal structure of jokes can be identified. At the situative level, it remains clear that joke-telling is typical of informal settings. It may be used to deformalize a context. The external structure is quite loose because we seldom find situations that make joking obligatory. One such occasion is the German "Büttenrede," a speech delivered during the Carnival season. And there are situations when joking is forbidden, for example at funerals. There is an ideology underlying standardized joking as there is for every genre. In Germany, and perhaps throughout Western Europe, men were in the past more likely to tell jokes than women. There was a critical meta-discourse about jokes. Many jokes were, for example, regarded by the women's movement as carrying sexist messages. Most jokes took place in a male world; women were often the butt of jokes (Legman 1970 , Kotthoff 2006a . Then the women's movement began to produce numerous jokes aimed at men. In this way, the genre gained a new status in society's communicative household. Briggs/Bauman (1992: 147) , applying Bakhtin's concept of intertextuality, describe an "intertextual relationship" as a linkage of texts that are "ordered, unified, and bounded, on the one hand, and fragmented, heterogeneous, and open-ended, on the other." Günthner / Knoblauch (1995: 21) The work demands to be seen against the foil of the whole tradition from which it stems, and which it modifies by its very existence. (Hepburn, 1983 : 496, cited following Swales 1990 .
It is also the case that humor is produced and perceived in relation to the norm constituted by codification. The fact that communicative activities violate the norms of their genres does not mean that those genres necessarily disappear.
I will look at jokes, teasing activities, humorous stories, joint fantasizing, humorous gossip and humorous counseling in order to discover the creative potentials that depend on genre knowledge.
Beyond the Standards of Standardized Jokes
The genre of the "joke" is familiar to everyone in our culture, and this can be relied on. I have already summarized Sacks' joke analysis. He writes that the joke, constructed as a test of comprehension, always makes special interpretative demands on reception. The demands for plausibility and coherence are different from those in serious discourse. Freud referred to the high 'density' of jokes already in 1905. Sacks (1978) stresses that there are no divergences from the central focus.
'Embellishment' is typical of stories, but not of jokes. Everything that does not direct attention to the punch line should be eliminated in jokes.
But there are indeed aesthetic strategies that improve a joke. Generic features go beyond those described by Sacks. The joke prefers implicit person characterization for which direct quotations are very important. An essential question for joke performance always remains whether the typification process is staged in such a way that it could be shared by listeners.
Comical Effects of Social Typifications and Stylizations
With Tannen (1989) , Couper-Kuhlen (1999) and Günthner (1999) , I regard reported dialogue as a play with double voicing in the sense of Michail Bakhtin. The persons whose speech is delivered are stylized and evoked (Günthner 1999 , Kotthoff 1998 Even the reproduction of a standardized joke is much more than simple reproduction.
The specific speaker-listener constellation influences the performance of the joke.
Beyond the goal to amuse the public, jokes can have more specific goals, such as to introduce American folklore to a German guest as is the case in the example.
Meta-jokes
For a theory of genre, it is important that interlocutors play with the features of the genre. There are question-and-answer jokes, such as elephant jokes:
-How do you fit four elephants into a VW?
-Two in the front, two in the back.
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The punch line is based on a demonstration of normality. Most cars seat two persons in the front and two in the back. That elephants are too large to fit into a VW is suppressed, and thus the question is not really answered but it does not present an odd solution either.
What Attardo (1994, 285) discusses as an example of a joke, which fails to deliver the expected punch line and becomes funny precisely because of the failure to do so, is in fact a meta-joke based on the failure to fulfill the normal genre expectation:
"Have you heard the latest?"
"No? Well, neither have I."
There are typical summons which open up a joke telling sequence, such as "have you heard the latest?" or "Do you know the one about X?" one can play with.
Stability and variability in teasing
Teasing is a genre with even greater variation in situative performance. We start from the common denominator that teasing is a personally addressed jocular remark with a bite, often performed in front of a public. The humorous quality is marked, for example, by the inadequate wording of attributions.
In the next episode, a playful framing is initiated in the first line by the inappropriate combination of opulent and social life. This steers the reception towards irony since the utterance is stylistically marked. The others also understand the conflict-laden point of David's reclusive social life and how it is discussed. In lines 6, 7, and 8 several persons laugh.
David not only processes Maria's irony, but he immediately counters it. We must assume that shared knowledge of personal habits and speaking styles and a high degree of familiarity make it possible to respond very quickly and creatively to irony.
In lines 9 and 10, Ernst alludes to next Christmas and New Years Eve, which further amplifies the topic and the teasing of David. The background is that Katharina had invited numerous guests this year not only for Christmas, but also for New Year's Eve, among others those present, and that this was definitely too much for David. He has resigned himself good-naturedly to his fate. Everyone laughs at the teasing jest that he is looking forward to the next Christmas and New Year's Eve, which also implies that there will again be numerous invitations to social events.
Ernst expands on the irony by himself starting to tease David. A contrasting perspectivation is still at stake. He speaks about David in the third person, which is typical of teasing (Straehle 1993 , Günthner 1996 ). Maria's ironic implication that
David considers his present social life to be "opulent" is now teasingly intensified.
David is portrayed as wanting nothing more than to have more parties. In line 12
Ernst refers to a rumor he pretends to have heard, thereby suggesting the fictitious quality of his remarks. on vacation trips. Again, the participants laugh. David's "leg is pulled", but he shows the ability to laugh at himself. Teasing can work with irony, as is the case here, and it always works additionally with exaggeration. "Tangential address" (Günthner 1996 ) is typical; it underlines the performance character of the teasing.
Ironic activities are being carried out here teasingly, which everyone present seemingly finds amusing. People communicate knowledge of one another in this way and thereby affirm their identity as part of the in-group. Friendly irony allows the ingroup to deal playfully with social differences, which thereby receive acceptance. The participants leave the domain of official face politics and playfully create a high level of intimacy (Kotthoff 1996) . Teasing in this case indirectly communicates a social difference to David. His friends playfully convey to him a construction of how he might see himself in regard to the topic -and also make it clear that they know his real perspective. Friendly irony combines social dissonance und consonance (in the sense of Radcliffe-Brown 1940 /1965 , individuation and solidarity. David's self-irony shows that he does not feel insulted by the teasing. In datum 2 the social function of the teasing episode can be described as negotiating social norms and accepting differences in regard to them.
There are other forms of teasing, and the knowledge of teasing can be exploited.
The listener can define a simple critique as teasing and thereby invite the emergent construction of a teasing episode.
Datum 3 (from Drew 1987) (Gerald has a new Mustang Sport wagon)
Gerald: Hi, how are you. Martha: Well, you're late as usual. Gerald: eheh eheh eheh eheh Lee: What's the matter, couldn't you get your car started? Gerald: hehe That's right. I had to get it pushed, eheh eheh Gerald's laughter in line 3 defines the criticism as teasing. We get an impression here of the recipient's power to negotiate the meaning of a speech activity. Lee ratifies Gerald's definition of the situation through teasing. Drew does not discuss that this is emergent teasing invited by the activities of the recipient. I see datum 3 as an example of a recipient's reframing of a critique. Martha's remark is quite serious. But Gerald refuses to offer a serious reception of her complaint (late as usual). The occasion of the teasing is a critical incident here. As Drew claims, there is an evident contrast here between the new car and Lee's comment that he could not get it started. The critical component of datum 3 is more evident than in datum 2.
Some teasing episodes are totally fictional. Schmitt (1992) describes a group that meets everyday at a newsstand to chat and have a drink. This group likes to tease an older customer (Müller) for coming just to see Iris, a 22-year old student. This teasing is a provocation without any underlying real event or critical attitude. The group likes to see Müller's reactions. In a playful way, the group invents special situative identities for the steady customers. The owner of the newsstand, Gerhard, for example, pretends to unmask Müller as a secret admirer of Iris. Müller is spoken about in the third person, which is typical of teasing activities. Müller often gets into the act, and Iris likewise reacts with laughter (1992: 92ff.).
The teasing episodes take place in front of a public. Often they thematize aspects of social relations. Customer Müller counters the newsstand's owner's teasing by pointing out that Gerhard's shoes could use polishing. Although the teasing is carried out in a playful mode, relevant cultural values are at stake, such as age differences in love affairs or standards of cleanliness.
Already, we have seen three moments of variation in teasing:
• Playful provocation based on behavioral differences within a social group
• Teasing as a redefinition of criticism
• Fictional teasing Some anthropological linguists have analyzed the teasing of children, which shows further variants of that genre. Eisenberg (1986) discusses how two Mexican families in California manipulate their children by teasing them. It is important that the children learn not to believe what is being said. Very often an adult says something that is highly threatening to the child, like: "We are going to throw Marissa into the garbage can!" This is said with a lot of laughter and a marked sing song intonation. Smiling also contextualizes a humorous keying. Very often emotive threats form the kernel of the provocation. For example, a mother might say that everyone is going to visit grandfather, but Nancy will have to stay home. After Nancy gets excited, it is made clear that Nancy will of course accompany the others. In teasing, children are first threatened, but then the threat is taken back completely, and the adults thus create a possibility to communicate closeness, security and love. The teasing in this setting is used as the first part of a ritual with two parts. The second is the celebration of love, togetherness, and solidarity within the family.
Again, it becomes evident that the genre is used in various contexts for various purposes. Sexual and romantic teasing among youngsters would reveal additional aspects (Eder 1993 , Lampert/Ervin-Tripp 2006 . Among themselves, adults do not close a teasing sequence by demonstrating their principal social conjunction. They often develop a new teasing topic from a previous one (as we saw in datum 3). A teasing topic can be transformed into a running gag as is the case with Müller and Iris at the newsstand.
Humorous stories about problems
The dialectic of genre knowledge and creative authoring can also be seen in narratives, for example, when comparing talk about problems with humorous talk about problems. Humorous stories about problems deviate significantly in production and reception from serious stories about problems. In the following we focus on strategies of contextualizing harmlessness and humor in regard to the presented problem.
In the next datum, Anni jokes about losing her student status at the university. From the very start, the contextualization of humor prevents a possible "trouble sensitive" reception. what's wrong with these characters, he?
The group discusses the topic of who has studied what and when, and Anni says that she has to withdraw from the university in her thirty-ninth semester. Anni presents this information as incredible (imagine). Possible embarrassment is thereby avoided from the start. Maria's reception in line 4 indicates simultaneous astonishment and amusement. Ulf has also read that in Berlin measures are being taken against students whose progress is too slow (Bummelanten/slowpokes), a category in which
Anni is now indirectly placed. Ulf does not show any problem sensitivity, like the hearers in Jefferson's analyses, but rather reinforces the problem with negative attributions. The laugh particles (bummela(h)Anten/ slow(h)pokes) function in his comment like quotation marks. Anni does not resist the attribution of being an overly slow student, but rather confirms Ulf's claims. The students forced to leave the university, Anni further states, are ones studying art history. Ulf can also report that one student was discovered to be in his fifty-ninth semester. Anni immediately competes with him: he has more than i (12). Ulf laughs. In line 14 she laughs as she announces her own ambitious study goals. Ulf laughs with her. Katharina asks seriously, and Anni explains that a professor had hypocritically tried to find out what was wrong with these characters. Anni adopts pro forma the professor's perspective.
But since he had already been presented as hypocritical, it is made clear that the professor was not interested in finding out the reasons, but only in ridding the university of dawdlers. Anni ironically plays with thought patterns that are indirectly attributed to the professor (Kotthoff 1998) .
Her announcement that she has been forced to end her university studies in her thirty-ninth semester seems anything but contrite. Nor does she present having been enrolled for so long as a personal inadequacy, but rather as a sort of game: the longer the better. Katharina's question is not understood as a question of how the overly long enrollment could have happened, but rather of how the termination could have happened. In her presentation, Anni turns the tables on the usual societal evaluations. The professor is a negative sort of person: he has spoilt her fun. She is in one sense a loser -but in a game whose norms she rejects anyway. She invites her hearers to laugh with her over the incongruity of the norms. Here a representative of the institution has indeed won, but at least she has had her fun.
In order to accept the casualness of Anni's representation of her withdrawal (Exmatrikulation), however, background knowledge is helpful. Anni has been professionally active as a sinologist for some time and was enrolled as a student only secondarily, in order to supplement her knowledge of Chinese art history. If she were actually unable to cope with her studies, the presentation and reception would probably have been different.
The listeners' reception here again shows that they share Anni's distanced and amused perspective on losing one's student status. Ulf names a negative attribution (Bummelanten/slowpokes) as a quotation, which Anni emphatically confirms (9). If
Anni had presented her termination as awkward, it would have been tasteless to stress the awkwardness by negative attribution. But Ulf can feel sure that Anni will recognize the quotation character, and thus he indicates that he shares her amused perspective on what has happened. Narratives at the teller's own expense can encourage a sharing of perspectives.
It is important to bear in mind that some stories might be told from different perspectives, tailoring them as much as necessary to fit the current context (Norrick 2000) . In a different setting, Anni might very well describe the same event as really creating a problem for her.
Joint fantasizing
Characteristic of this genre is the emergent production of a shared fantasy, often with several conversational participants making short contributions which create coherent scenes through the incremental structuring and augmentation of unreality. The genre shows how interlocutors put each other on inferential tracks and how these tracks can be processed, drawing on the relevant contextual knowledge, so that the humor can be immediately "topped" (to use an ethnographical term). It shows how several persons closely oriented to each other select formulations which produce a coherent fiction, until the created scene is conversationally phased out again. In this case a scene is an imagined situation, in the sense of Karl Bühler's phantasm, which lies outside the ongoing conversational situation (Bange 1986 , Ehmer 2004 ).
The conversation takes place among thirty-year-old Viennese in a bar in Vienna.
Most have academic degrees.
Before the transcript starts, the group has already been discussing a certain Hermes Phettberg. At the time when the recordings were made (1995), Phettberg was a very popular television moderator in Austria and Germany. He wrote a column in a wellknown cultural magazine in Vienna (Falter), in which he aired his views on life as such, and he had a late-night TV talk show called "Nette Leit Show", on which he interviewed celebrities. The title includes a pun -Leit could suggest either Leute (people) or Lite (light). Thus it could either mean "nice people show" or "nice light
show." His professional name is also a pun: it literally means "mountain of fat" (German: "Fettberg").
His popularity was partly based on his unusually corpulent figure, especially for a media personality; he is also a confessing homosexual masochist. With his open way of talking about intimate subjects and his critical attitude toward the Catholic Church, which is quite powerful in Austria, he appealed to an intellectual public.
The group jointly imagines how Phettberg, the anti-type, could be presented as a typical celebrity by the yellow press. The group not only cooperates in creating the content of the fantasy but also in the style of speaking.
Datum 6 (Conversation 19 (Viennese Group I) Episode 9)
Conrad (C), Hugo (H), Lilo (L), several (m), Peter (P), Renate (R) In the lexeme Steckbriefsammlung (celebrity trading cards), we find the first laugh particles of this episode, which elicit responsive laughter; thereby ratifying a humorous perspective on the conversational topic Phettberg in connection with Bravo. The utterance in line 6 does not immediately make sense and violates the maxims of quality and quantity, because nothing is ever written about Phettberg in Bravo. According to Sperber and Wilson (1985) , the listeners have to seek a context for the information which requires as little processing effort as possible, thus preferably the one already opened, to which the new information can relate. The widely differing topics of Phettberg and Bravo can relevantly be connected if one takes Bravo as a context in which celebrity trading cards about Hermes Phettberg could be created. This presupposes that Phettberg could be presented as a teenage idol. In reality, this is so far from the truth that it is amusing. It works as an invitation to enter the realm of fiction. The normative world of stars and starlets is connected with the anti-normative world of Hermes Phettberg. Line 6 bi-sociates two contrastive frames, as Arthur Koestler described in his book on "acts of creation" (1964).
The inferencing does not explode maximally in many directions, but in a coordinated manner elaborates the context that was opened up by Conrad.
In line 14, Peter continues to fantasize about the topical area of Bravo. The phrase that would be something introduces something that is marked as unusual. The line is syntactically and prosodically subdivided into three phrase units, which all have the same rhythm and intonation. The accent is on the first syllable in each phrase; the intonation falls at the end of each. Rhythm and intonation can contextualize comicality, if semantics support this. In this way a humorous keying is reinforced. The youth magazine is known for its celebrity cutouts; one can gradually fit together small pieces to create life-sized celebrity portraits. The pieces can be clipped out of Bravo one after the other like puzzle pieces. This sort of world knowledge has to be activated. Drawn out laughter in line 16 indicates that something funny is being processed.
Bravo is introduced in headline style. Formulation (lines 14 ff.) certainly is among the procedures which key humor. Metonymically, elements of Bravo (a journal has headlines) are used in order to not only denote this magazine, but simultaneously to stylistically evoke it. The syntactic and prosodic forms recreate the semantic content iconically. This "likeness on several levels" (Jakobson 1960: 369) The interlocutors do something that Phettberg himself very often does but they do it so-to-speak in a diametrically opposite manner. In numerous interviews, Phettberg himself has referred repeatedly to his unusual body, body feeling and sexuality. He acquired his popularity to a considerable degree due to the fact that he staged himself as an appealing anti-type. He contradicts several norms of the boulevard press. He notoriously presented himself in interviews as fat, unkempt, homosexual and masochistic -thereby trying to shock and simultaneously win over the public, which amused at least part of the intellectual public in Austria. Consequently, it is amusing to see him being integrated into the yellow press world as though he were a quite typical TV celebrity. Thereby the young Viennese also implicitly communicate that they find Phettberg's self-presentation contradictory. Thus, distance can be simultaneously displayed toward both Phettberg and the yellow press. The participants show their knowledge of media contents, and as well their critical attitude to them, without explicitly evaluating them. The evaluation is not made explicit, but is jointly performed. In their imaginings, the norms of the magazine world are violated, and at the same time the social norms of self-presentation are negotiated, using Phettberg as an example.
With a high level of personal participation, thirteen different turns come about which sketch out a fiction and amplify the absurdity of its elements (lines 6, 14, 15, 17, 18, 19, 21, 23, 25, 27, 30, 31, 33) . In this genre the most important thing appears to consist in somehow continuing to spin out the topic within theater frame. This means that a performative special frame was created. A different example of this type is discussed in Kotthoff (2005) .
In joint fantasizing, condensed information is quickly added on to produce the most absurd fictive scene; the short turns iconize the tempo of building up the structure.
The particular artistry of participation in the formation of such fantasies consists in doing this rapidly (Ehmer 2004) . The taking over of constructions is functional in the sense of "on-line" syntactic phenomena (Auer 2005) .
6. Playing with genre norms 6. 1. Humorous nutritional counseling Below, I present another transcript from a dinner shared by friends (30 to 45 years old) in a German academic milieu. Vegetables are being passed around. Anni responds to them in an unusual way; she claims that she needs to eat a few carrots just for the sake of vitamins, and this time with butter. Then she advises the others with exaggerated emphasis that raw fruits and vegetables ought to be eaten with butter. Her explanations become still more amusing when she reveals the source of her nutritional expertise: from the Bäckerblume ('Baker's Flower', a free magazine available in many German bakeries, offering among other things nutritional advice).
An amusing episode follows. I will explain the sequence conversation analytically and pragmatically. seriously. The scene switches back and forth between joking and seriousness. But no punch line humor moves the text from the realm of bona-fide into that of nonbona-fide (as it is sometimes discussed in humor theory, see Attardo 1994) . Anni actually does eat some carrots (Rüebli) with butter and offers a nutritional theory that the others respond to seriously (9, 12, 14, 23) . Her acceptance of the carrots is not the usual way of accepting offered food, but is easy to understand. Transcripts from conversations often show that utterances contain laughter particles in places where nothing really funny is being said. Above all Jefferson (1984 Jefferson ( , 1985 corrected the dominant view in humor research that laughter follows from a humorous stimulus.
Laughter itself often functions as a stimulus, as a contextualization cue, as an extra element that lends an utterance additional meaning in the sense of: "Take it easy," or "What I am saying is a bit funny." In line 5 the laughter contextualizes comicality (see also Glenn 2003) .
In line 8 Anni tells the others laughingly that they should also put butter on their carrots. What inferences could be made from her laughing speech and nutritional counseling? Maybe she can thereby avoid the danger of being considered a glutton.
Anni stylizes herself in a transparent way as someone who always acts sensibly. This perspective remains totally implicit and vague. As we all know, this is not unusual in everyday talk. We often invite listeners to make a little extra effort to construct additional meaning. All contextualization cues create, as Gumperz (1982) and Auer Attardo (1994) calls the bona-fide. We see that it is not problematic to react bona-fide to a non-bona-fide utterance. This does not mean that the discourse is shifted back to the bona-fide. It shows instead that two levels are activated simultaneously.
Bernada admits that she does not know how one ought to eat raw fruits and vegetables. This sequence is also spoken seriously. Anni then reacts with a drawnout ja (well), in which laughter particles are integrated (line 13): This well, spoken with a gradually falling contour, has a playful sense. We could translate it as, 'There, now you see how much I know'. Anni presents herself as an expert on nutrition and simultaneously comicalizes this role with the laugh particle and other strategies.
Maria reacts seriously to the information (14) . Though they switch back and forth between both keys, this does not seem to present a problem. The playful keying does not necessarily suspend any of serious meanings that are created. What Anni tells her friends is true, and her suggestions are meant in this sense. But there is an additional layer of meaning. She could of course have pointed out seriously that vitamins in raw fruits and vegetables are more easily digested if they are eaten with some sort of fat, but serious nutritional counseling is not very entertaining. Anni communicates her advice in a double framing: she shows her knowledge and at the same time invites comical perspectives.
In lines 16 and 17, Anni again gives advice in a very exaggerated manner. Above all the word Butter, repeated twice with a high onset and spoken loudly, has a comic effect. David responds with laughter.
But only with the term "nutritional politically" (ernährungspolitisch) do most of the hearers begin to laugh. This academic-sounding term is too elevated for her modest suggestions. Anni alludes to something they have said before (vorhin gesagt ham).
Prior to the episode recounted in the transcript, there was another in which the participants developed the absurd theory that if something tastes good then it must also be good in a nutritional sense. The extended laughter in lines 19 and 20 also has to do with remembering this absurd theory. The participants are also invited to infer that Anni is supporting her current culinary tastes with theories whose value depends arbitrarily on whether they fit her current tastes or not. This would be one possible way to construct relevance for her talk. But why do people present arbitrary theories and simultaneously pull the rug out from under them? Sudden shifts into a quasi-scientific register, which are contextually inappropriate, come up repeatedly with these intellectuals. They play with academic terminology, theatricalize it as though quoting scientific texts, and thereby frame it as something unusual.
Our everyday conversations are full of citation-like speech that is not introduced as such (Kotthoff 1998 (Kotthoff , 2002 . We can use this mode of speech in order to blend in other persons' ways of speaking. Chiefly shared knowledge is what guarantees that such utterances are not understood on a direct level, but rather as playing with typical utterances in typical genres in a sort of theater frame -be it academic or parental or whatever -that people can laugh about. Phenomena like prosody, gestures and mimicry, seen by Bateson (1953 Bateson ( , 1954 as meta-messages indicating, "this is play," perform a basic function in the creation of humor. Goffman (1981) calls these "footing," and Clark (1996, 2004) calls them "pretense" and "layering." The speaker downplays her responsibility for the utterance. This is not to be confused with nonbona-fide speech. Anni really motivates the group to take more butter, but does this in an entertaining manner, contextualized by integrated laugh particles, the manipulation of volume and an exaggerated authoritative intonation, whereby the utterance is made recognizable as a citation. We seem to have no problems with vague communication, as many pragmaticists since Grice have recognized.
Nevertheless, Anni's humorous way of speaking can only vaguely be assigned an intention. Humorous intentions can seldom be pinned down exactly. Apparently, such vagueness can be handled without problems in communication. Baker's Flower (Bäckerblume -no pun between 'flower' and 'flour' is intended, since the corresponding German words are 'Mehl' and 'Blume') is a free customer magazine available in many German bakeries. Anni focuses on this magazine as though it were something special. Cultural knowledge of the mundane, everyday kind comes into play here, since Baker's Flower is well known to be a very modest publication, both topically and intellectually. Anni's almost proud reference to Baker's Flower as the chief source of her nutritional expertise is humorous to the extent that the magazine clearly does not meet our expectations about what a university graduate normally reads. This is one of the tacit assumptions that Anni rejects when she violates such milieu-specific cultural expectations of normal behavior. Cultural knowledge has to be shared if we are to grasp this sort of humor.
Katharina announces that she has also acquired similar knowledge from Baker's Flower (26) . Bernada's comment that her baker no longer carries this magazine is given a complaining and childishly whining undertone through the extended o in more (German: e in mehr). She thereby joins in the humorous play of exaggerating the prestige of this lowbrow magazine. Anni confirms the negative trend (28) in bakeries.
Bernada also confesses to reading Baker's Flower (32), and Anni extends the report of her reading interests to the Butcher's Journal (34). A confessional discourse arises, keyed as humorous, and several participants join in. They perform their extreme disappointment at the disappearance of this valued source of information.
The staging of humor focused on Baker's Flower is jointly produced. In the emergent discourse, the scope of the humor gradually broadens.
The introduction in line 35 of the sense of feeling 'desperate' as a reaction to the disappearance of the magazine points again to exaggeration as a keying procedure.
Baker's Flower is humorously transformed into an intellectually significant journal.
One can take part in this humor by pretending to be quite serious on the explicit level, as Ulf does in the following (39). Ulf is a journalist with high standards and now pretends that he might want to publish in Baker's Flower and that that this would help to make up for a personal journalistic deficiency. Several of the friends laugh.
Through his participation in exaggerating the status of a trivial popular magazine, Ulf also shows that he is ratifying the humor of the preceding discourse. His remark is integrated into the already constituted humorous discourse and expands on it. Ulf speaks in a serious tone, although the group knows that he normally publishes in much more prestigious journals.
In the emergent discourse, the humor is developed step by step. A level of bona-fide is nevertheless preserved. Again and again we find exaggeration used as a humor strategy.
The humorous counseling as well as the humorous play with the upgrading of modest journals allow the group, consisting of academics, to distance themselves from the norms of the academic world. Speakers index informality by maximizing an intertextual gap from serious counterparts of genres such as counseling or talk about journals. Bergmann (1987 Bergmann ( /1993 analyzed gossip as a reconstructive, collaborative genre of moral communication. In gossip, "discreet indiscretion" is managed. Although gossip has a bad reputation, it is widely indulged in and even fulfills important functions for group formation. The producer of the gossip and the addressees talk about an absent object. The information is delivered as delicate.
2. Humorous gossip
he is having in his role as a gossip informant (jetzt eh eh red ich natürlich wieder ausm Nähkästchen. oh well. now uh uh I am naturally giving away secrets.) The group seems to be fully aware that gossip has a bad reputation. Ernst allays his misgivings. He also has other sources. Katharina pretends to be acting therapeutically (17) , as though the informant would be relieved if she could share the secret. There is a humorous incongruity in this, because the opposite is obviously the case. Maria and Inge laugh. Rudolph presents the key piece of information in formal syntax (es ist... it is…). In line 21 a sort of exclamation goes through the round which is so exaggerated that it reinforces the theater frame of the gossip. Inge inserts an interjection which playfully underlines the outrageousness of the news (po:::). In playing with gossip, some gossiping really is going on. In a humorous frame, people can distance themselves from a speech genre with a bad reputation (Bergmann 1987 (Bergmann /1994 ) and simultaneously still carry on the activity. The main piece of information, that Frau Donner is having a relationship with the father of her child, whose identity they have kept secret, is in any case passed on.
The emergent play is so successful because everybody knows not only the genre, but also the ideology underlying it. Key information about Frau Donner is being transmitted in a play frame.
7. Final remarks: transcending genre by relying on genre knowledge
In this paper I have considered humorous genres (jokes, teasing, joint fantasizing) and determined that we can find a basic pattern for them. Nevertheless, the realizations of these genres are related only by a sort of family resemblance in Wittgenstein's sense. Genre knowledge is, however, employed precisely when the speaker goes outside the genre and when the pattern is violated in such a way that further information is located precisely in the violation.
Then I considered humorous realizations of genres that modify a serious genre (humorous stories about problems, humorous counseling, humorous gossiping). Here the framing is done from the start in such a way that a serious mode of understanding is undermined. The humorous realization is co-constructed. The co-construction is of course emergent, but nevertheless (or precisely for this reason) it relies on genre knowledge.
Along with Clark (1996) , we can say that in humorous realizations of genres a second meta-communicative layer is made relevant. A level of commentary on the said arises by means of which speakers distance themselves from their messages. In playing with gossip, the gossip is kept as an intertext. The participants also communicate knowledge of the bad reputation of the genre. They take the offensive toward the ambivalence attached to the genre in everyday life (on the one side a bad reputation -on the other pleasure in the exchange of discrete indiscretions). Other intertexts are also included in the game, e.g. therapeutic discourse. People act as though it is more in the interest of the teller to tell something, than in the interest of satisfying their own curiosity.
We viewed genres from a performance perspective and witnessed how an actual coconstruction of ongoing discourse indexes social relationships, moral stances and a certain context. With Briggs and Bauman (1992) we can see datum 5, 6 and 7 as maximizing an intertextual gap. Creative improvisation blurs any sharp distinctions among genres. Although the intertextual gap is smaller in realizing jokes, teasings or joint fantasies also these genres of humor demand high performance standardsrather monological in the case of jokes and rather dialogical in the case of teasing and joint fantasies.
Transcription conventions (based on GAT, Selting at al. 1998) (-) one hyphen indicates a short pause (--) two hyphens indicate a longer pause (less than half a second) (0. indicates elongated sound ° blabla° lower amplitude and pitch COME ON emphatic stress (pitch and volume shift) cOme ON primary and secondary accent syllable within a sentence (only in the original language of the transcript) ↑ high onset of pitch ↓ pitch goes down <↓blabla> low pitch register within the brackets <(smiling)> comments ((sits down)) nonverbal actions or comments
